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| am discontented about life in general. Everything 


might go on all smoothly. There are a lot of good 


people in the world that we live in, but | am more 


interested in the other side of the story. | am always 


curious how so many bad people come to lead a 


good life. 


_PARK Chan-wook 


Korean Film Directors Series 


PARK Chan-wook: Savior of Violence 
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BIZEAE Foreword 


For the past few years, Korean films have nourished unparalleled support from its own people. Rooted in its own history, the fruits of Korean 
cinema have helped to contribute to the diversity of world cinema. 

IM Kwon-taek, one of Korea’s most beloved directors, once said that there would be nothing more boring than a flower garden if it only had 
roses, no matter how beautiful they are. “In a garden of films, it is my duty as a Korean director to water the flowers and make them bloom”, he 
said. To look back on the history of Korean cinema, one can easily discover its diverse colors and styles. In a way, the diversity of Korean films 
was already predicted in the rapid growth and dramatic political changes that have taken place within the past few decades as the country 
transformed from an agricultural society into a hub of informational technology. Social changes and the dilemmas and harmony of Eastern and 


Western cultures have helped to create the diverse shapes in our cultural map. 


To facilitate a cultural understanding of Korean films, the Korean Film Council and Cine21, a Korean film weekly, have collaborated on several 
books titled “Korean Film Directors Series” about Korean directors who have helped to fuel the energy of contemporary Korean cinema. In 2005, 
we begin with three directors, PARK Chan-wook, BONG Joon-ho and RYOO Seung-wan. PARK, the director of <Joint Security Area>, 
<Sympathy for Mr. Vengeance>, <Old Boy> and <Sympathy for Lady Vengeance> has attracted popular and critical success by pushing stylistic 
experiment and weaving them into unconventional plots. BONG, who debuted with <Barking Dogs Never Bite>, is currently shooting his next 
film <The Host>. His outstanding use of a genre set-up in <Memories of Murder>, a story dealing with an investigation of a serial rape-murder 
case, presented a poignant glimpse of the desperation of the country’s social mood under military dictatorship in the 1980’s. BONG’s style of 
tackling social issues is a focus of interest for many Korean viewers. RYOO Seung-wan began to spread his name in the world of the film 
industry with eclectic action flicks such as <Die Bad>, <No Blood No Tears>, <Arahan> and <Crying First>. His films have shown the 


potential of the force of young Korean directors. 


It is my sincere hope that, through the “Korean Film Directors Series”, you may meet the diverse colors of Korean cinema. 


BME 
AN Cheong-sook 


Chairperson, 
Korean Film Council 
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Cinephile’s Self-consciousness; 
Blooming trom 
an Epic of Revenge 


_ The Film World of PARK Chan-wook: Creating Personal Taste Within Commercial Success 
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For as long as anyone could remember, the word “cinephile” has been used to describe the 
profile of PARK Chan-wook. In fact, there aren’t that many Korean directors who watch 
as many films as PARK. PARK went to college to study aesthetics. But he became more 
interested in film after being disappointed by the academic atmosphere of his studies, 
which was heavily influenced by analytic philosophy. He joined a campus photography 
club, and spent much of his time watching films. During his sophomore year, he became 
fascinated with Alfred Hitchcock’s <Vertigo>, and decided to become a filmmaker. 


Shortly after he graduated from college, PARK, who was deeply mesmerized by film, 
joined the production crew of <Ggam-dong>, a film by YU Young-jin. For some time, 
PARK switched back and forth between working as a directors’ assistant and as a 
producer. Aside from his professional life, he kept watching as many films as he could. As 
a Hitchcock fanatic, PARK first developed an interest in technically precise auteurist 
films. For PARK, Hitchcock’s films were an ideal sample of montage with a perfect plot. 
His fascination with the old master, however, was also fueled by PARK’s interest in 
psychoanalysis. His admiration for Hitchcock slowly moved onto films with rougher 
edges by directors like Sam Raimi and Nicholas Ray. At the natural pace of a cinephile, 
PARK’s journey began with arthouse film, moved onto genre movies, then to cult films. 
For a while, PARK also became entranced by Hong Kong action flicks. But his interests 
lay more strongly on alternative Hong Kong directors like Danny Lee Sau-yin and Waise 
Lee whose films preserved an unrefined charm that differ from well-made Hollywood 
action films by celebrity Hong Kong directors like John Woo. The best embodiment of 
PARK’s taste for rough films during this phase is in his debut feature, <The Moon is What 
the Sun Dreams of> which he shot in 1992. 
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Failure as a Filmmaker, Success as a Critic 


<The Moon is What the Sun Dreams of>(1992) was a controversial film that led PARK to take a five-year hiatus from his filmmaking 
career. Originally, the film’s producer wanted PARK to shoot a parody-comedy similar to <Ruthless People> by the Zucker Brothers. PARK 
turned down their offer, but ultimately couldn’t resist the golden chance of making a debut film. As a result, he ended up writing his own 
script. Within the time given, PARK wrote a conventional story, hoping to add formal experiments during the shooting itself. He was given 
160 million won as a production budget. In the film, PARK focused mainly on formal experiments, distorting the structures and traditions of 
the gangster genre. Both popular and critical responses to the film were overwhelmingly negative, however. 

In 1993, while he was recovering from the failure of his debut and preparing to start his second film, PARK met LEE Hun, a director active 
in the late 1960’s~early 1970’s, whom PARK still describes as “the most influential figure for my understanding of film”. The two shared a 
common view of filmmaking, mainly in their contempt for modern films that are filled with pretense and shallow techniques. The two 
directors went on an active search for films devoid of artistic pretense. 

PARK started making his living writing about films. The book, <Videodrome: The Discrete Charm of Watching Films> is a collection of 
film reviews by PARK who expressed his passion for cinema through writing. The reviews in the book covered a vast range of cinematic taste, 
from Hollywood blockbusters like <Alien3> to major cult films like Pedro Almodovar’s <Matador> or David Lau’s <Blood War Heroes>, 
from John De Bello’s <Attack of the Killer Tomatoes> to Jean Luc Godard’s <Le Mepris>, or from classic film noir like Rudolph Mate’s 
<DOA> to George Romero’s horror <Monkey Shines: An Experiment in Fear>. PARK’s standard of evaluation for reviews in his book was 
rather clear. He discovered hidden treasures among films that were overlooked by critics. PARK elaborated on their beauty, convincing his 
readers to embrace the charms of blind spots in every film. He had the courage to call Sam Peckinpah’s <Bring Me the Head of Alfredo 
Garcia>—a film that had been reviled by many critics—“a true masterpiece”, expressing his sympathy with low budget films that carry the 
aesthetics of the underclass. The book <Videodrome: The Discreet Charm of Watching Films> quickly became the bible of Korean cinephiles. 
Through his new perspective, PARK earned cinematic freedom, the true strength of a cinephile to endorse a film free from the restraint of 
critical frameworks within an accepted social discourse. 

Soon after, PARK made his second film <7hreesome>(1997), which he shot to “repent” his past as a cinephile director and move on to the 
next stage. <Threesome> was a comic action road movie, a story about three people whose family is about to collapse because of incidents 
related to incest, murder and desertion. The results of the film were largely negative. Critics evaluated the film as “another piece by a 


cinephile, filled with too many citations and parodies from other films”. 
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Practical Subjects, Commercial Style 


<Joint Security Area>, PARK’s third feature film shot in 2000, was a winning hit that spread his name wide. The film, a murder mystery 
about a shooting at a North Korean border outpost along the lines of the Joint Security Area, was a fine mix of his non-mainstream 
sensibility—which he acquired through many years of watching cult films—with the challenging theme of his time. The burden of the film’s 
heavy subject matter smoothly merged with the use of the stylish flourishes of commercial film. The end result was a tremendous success. The 
film brilliantly made direct comments about the country’s half-century of political struggles through the minimal structure of a murder 
mystery. The combination was dynamic. Although the film was criticized for lacking a natural transition between the genres of mystery and 
drama, the image of soldiers from the North and South putting down their weapons and putting their arms around each other shoulders created 
a sensation that offset years of ideological differences between the two Koreas. Moreover, the film was an important model for PARK to 
demonstrate how casting the right actors could realize a film’s potential. 

“Trial”, a short film by PARK which he shot between <Threesome> and <Joint Security Area>, was an important transition in that sense. 
“Trial” opens with archive clips from major accidents that occurred in Korea within recent decades. The sequence is followed by a scene at a 
hospital morgue, where the film mostly takes place. 

The film delves into the cruelty of human nature. Set in a morgue, the story begins when characters—a middle-aged couple, a journalist, a 
government office worker, a reporter and a hospital staff member—get entangled in a bizarre argument. The film seems to capture the mood of 
a psychic drama through the style of a film noir, using dramatic contrasts of light, exaggerated angles, dialogues and facial expressions of the 
characters in a closed setting. The surprise climax and an unexpected appearance of characters toward the end in “Trial” is a prelude to 
PARK’s next film. 

At this time, PARK had successfully moved from the status of a cult filmmaker to a fully successful commercial film director. But PARK 
did not play it safe with his fourth feature, <Sympathy for Mr. Vengeance>, in which he continued his anarchistic crossover experiments. 
Once again, PARK synthesized elements of a mainstream film with those of the B movie tradition. This time, PARK’s style came into full 
maturation. PARK christened his new feature—“Korea’s first hard-boiled film”. In the new film, PARK focused on realism more than 
stylistics; he shortened his dialogues, used music very sparingly, pushing the dry, tragic mood of the film to extremes. Just as a character 
reveals his emotion, the film quickly moves onto the next scene. Scenes of chilling violence come without any warning. Later, violence would 


become an important code in PARK’s revenge trilogy. 
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Shakespearean Dilemmas and Objections 


<Sympathy for Mr. Vengeance>(2002) is a story about people for whom life has lost its rationality, after their loved ones were lost for no 
clear reason. Dong-jin(SONG Gang-ho) loses his daughter when her kidnapping leads to her death. In this case, the target of the crime differs 
from its ultimate victim. Death is absolute. It is impossible to undo what has been done, to retrieve what was lost. The child’s murder demands 
an explanation beyond the question, “Why?” The answer should also satisfy the victim’s rage. The cause and the effect in Dong-jin’s case, 
however, turn out to be in conflict with each other. Dong-jin finds out that the kidnapper of his child, Ryu(SHIN Ha-gyun), was a young man 
with a hearing disability, trying to save his sister from a fatal kidney disorder. The extenuating circumstances aggrieve Dong-jin, even given 
the horror of his daughter’s death. Dong-jin, however, finds few choices. 

Revenge is the most violent way to redeem the human law of cause and effect. A man seeks revenge as a way to revive his own sense of 
rational law. But at the same, through revenge, he impinges upon the other’s sense of a rational law. Whether right or wrong, the link carries a 
certain weight of an existence. 

<Sympathy for Mr. Vengeance> is an intricate melodrama that attempts to analyze the logic of revenge. After the causal links unravel, 
Dong-jin and Ryu reach the logical extremes of their respective modes of revenge. PARK Chan-wook could be said to be following the 
Shakespearean tradition of sampling dilemmas from human life, from which he extracts larger ethical questions. What to do? This or that? In 
these cases, the choice of a particular action can lead either to resolution or annihilation. 

PARK indulges in black humor in <Sympathy for Mr. Vengeance>, which will also be found in the two later films of his revenge trilogy. 
Jaw-dropping violence and the blackest humor merge in his films, whether it be in the face of a lade-off laborer staring at the slit he has just 
opened in his own stomach with a pocket knife, or the tilted head of Dong-jin, attempting to read a manifesto that terrorists have fastened to 


his chest with a knife piercing his heart. 
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Characters Who Fight Against Fate 


In this film, PARK uses the concept of kidnapping as a way to bring up the issue of class. For some, extorting money out of a rich man’s 
pocket might not seem like such an evil deed. Yet from the eyes of the rich, the money is never seen as the fruit of exploitation. It’s what they 
have earned as a fruit of their honest labor. This is Dong-jin’s perspective. He finds it impossible to understand why he became the target of 
the crime. 

In “Cut’’(2004), PARK’s contribution to the omnibus film, <Zhree...Extremes>, he depicts the reality of class issues in much more detail, 
but with a comical edge. In a film-within-the-film, a vampire, played by YEOM Jeong-ah, vomits after drinking contaminated blood that she 
sucked out of an old man. As the blood gushes out of her mouth, pouring onto the floor, RYU Ji-ho(LEE Byung-hun), who is a film director in 
the film, yells out, “Cut!” In the same studio where the vampire scene was shot, RYU’s wife(KANG Hae-jung) kills an intruder holding her 
and husband hostage. These two different scenes, which take place in the same setting, occur on defferent planes, one in film, and one in 
reality. However, one leads to the other; a metaphor of class in which one person sucks blood from the other. Through comic horror, PARK 
comments on the fact that goodness, which once was an attribute of poor people, now has been taken over by the comfortabe rich. 

PARK’s stylistic prototypes from <Sympathy for Mr. Vengeance> reach their culmination in <Old Boy>(2003). <Old Boy> is a 
combination of the tragic plot of a mystery thriller in <Joint Security Area> and the nature of revenge in <Sympathy for Mr. Vengeance>. 
PARK condenses the emotional intensity of revenge. Then through a reversal in the ending he reveals the tragedy of man’s desire. In doing so, 
he illustrates an outstanding skill for storytelling and rhythm as a director. His directorial rhythm is always carefully calculated. The pathos of 
the reversed endings, fueled by the harmony of the ensemble cast, lead to a fascinating result. 

Like the title, <O/d Boy> subtly mixes the fantasies of a boy and an older man. The boy’s fantasy is based on incest with his sister. A 
man’s fantasy is incest between a father and a daughter. These conflicts are the film’s principle, based on an old myth in Greek tragedies. 
Greek tragedies always question the possibility of free will in human life. Man follows divine will, but also challenges it. The characters in 
PARK’s films fight against fate in Greek tragedies and Shakespeare, even though they are destined to lose. Even through their ultimately vain 
struggles, however, they achieve a sublime beauty in the end. And the notion of such beauty is meant to differ from our social ethics. 


<Sympathy for Lady Vengeance>(2005), the last of PARK’s revenge trilogy, steps closer to this theme. 
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A Shiver and Fear: Experience of the Sublime 


Violence permeates all three films of PARK’s revenge trilogy. Take, for example, a scene from <Sympathy for Mr. Vengeance> in which 
Ryu lances a knife into the carotid artery of a black-market organ dealer, watching blood spurt out of his body like a fountain. Whether in 
scenes of cannibalism or young men masturbating, having mistaken the noise of an ill woman moaning from the pain next door for a couple 
having sex, the way PARK presents irony is extremely violent. In <O/d Boy>, OH Dae-su is himself the embodiment of violence. He’s been 
confined for 15 years without knowing what he has done wrong; he is tricked into having sex with his daughter. Then he cuts off his own 
tongue. Despite the lyrical presentation in <Sympathy for Lady Vengeance>, the film’s heroine doesn’t give up on violence either. In fact, the 
memory of disaster in <Lady Vengeance> is even more severe than the previous two films as the heroine plans a long, extended way of 
punishment. Scenes in which the kidnapped children are being tortured are particularly trying for both the onscreen and offscreen viewers. In 
the end, the film presents the model answer that revenge doesn’t always save you from agony. Yet as a way of getting to an ethical conclusion, 
the film offers a series of destructive images. 

The notion of horror built up through these contradictions eventually leads to sublime experiences. Sublimity is an experience of 
uncomfortable pleasure or destructive pain which surpasses the logical consciousness of a human being. It occurs when a man’s emotion 
reaches a state of extreme sensitivity, but hasn’t transcended a moment of rapture. In <Lady Vengeance> it occurs when one feels 
embarrassed at seeing the parents of the kidnapped children, who showed a strong desire for revenge towards the kidnapper, later become 
greedy in regards to their ransom-money. 

Once again, <Lady Vengeance> created a grand fantasy of punishment under the name of a sublimity which couldn’t be treated by law. 
PARK succeded in adorning his grand finale by gathering all the actors from his trilogy series with their dialogues referencing scenes from his 


previous films of revenge. 


1231 





Sle © Interview 


2240| 91710| a|B 
ASt 4 QIEz| BT ASIC 


| Wanted to Question 
Whether Violence could 
Forgive a Person's sin 


_ Interview with Director PARK Chan-wook: 


_ From <The Moon is What the Sun Dreams of> to <Sympathy for Lady Vengeance> 


AA® OP Al olAlS0ll7] SSS LAC HME, SOWt SHS WAL FSO ASA] SORA SstSo] HAS OH Alla] Ssolct 

Se AS Aa Ullal 7d St SHS A) BSc. AM Ae] AAAS WEE a 64/9] GH 
We] 7) att. Aae2| 2947} Solzt Bseps coy} tH 2 S4o] WAS Aolr. a2] S2] VS S CA71-S)0] Arete BAe}. (47S 
YSSt SH7|7} SH. WE Bao] BaZz|e FRPP Rche VS} Eq l= Sel7h=z| S + lo] Ws SA] HUE ARP} BAU] Set. 
Ae NA|SFOENE Be Aa7} Me SAA) okstteolc. eu} oba gete}, FS StSe), ob] 7H elArby] BsSe] SolA|AAI 2] 4/2] GSh= 
yay ole LAR, US Sas pTeh= Bee BAA Aloley. ze Hetepe| AA she Ae} a Ze, 2a AlAl7e | AS Afolct. 


ra 
I 
O} 

tho 
kK 
m™ 
din 
2, 
4 
ca) 
muy 
ky 
a, 
a 
fut 
ae 
ol 
ol 
itlo 


~~ 


HW 


S17; be “MEP ZECh, CHAE CSHS---oH7} PE Bd AIA) =E BSSSt OFHEALO] SstAajat “AlEr + 
EJS ChEch, (2---oW7t FE &), (UNAS CSSSHFS ISAS ZB 7HHES 5[z|SOQ| FAIS BOA QE A ZC. 

Pea} HE B) MS Gaye] le wel] Woks IDE ARS seleia1 ele} Wes] WAS Pal}. Vays Gola WS A go] wo} 
= Al cel Gals whgelan A. ASS AE AW We go] Feo] me} Mesa oa Vays ASF UE YAele}. aaa Aw S gow 


 A7|2] S279 olaet7] SAMS, VEE obs SAA BHA. 


a 
OH 

NI 
= 
u 

2 
a 
wn 
> 
wy 
mul 
ra 
lr 
a 
NI 
ou 
OW 
ie) 
rok 
J2 
nigh 
rT) 
rou 
02 


(SSAUIPY ISAS SP OF MIS SHAS CHRP, IEA AHOlS SBSH wStSHT SEKI, TOI SOU = BIAI0] QISHL. 
(SEATS SAAD SIA FITS SPL BBY PAAel a AIA oF CLS ASHE US He FES] Fela, Fa] Aelalo] LHe] oF 
ae}, $A WSS Bo}sol7] $e wo] we}. aelw AR AYA] dep TES GaeErt 9] Aeaae AS 4S 4 Me 


Azpecy, 














wu 
ox 
uw 
KI 


Qa, Ala Fal +74 7A e7lS AED ae de7tH{9] $77} UA. Behe S3s7} “MSs Wil, Aga 
+9 Wl Ss AAs GAS AS a ASN}. SE ANS B77] Hal SS SF AA, oad S Ss] Koha AAT. B79] TAS 714) 7H Al 


Bay HAAS SLoAat BASS| PAO] SHEE HIS SOEC O87] PAS AMS AHO] ASSL 
APL AST AVE AS HSBC HIDE. IH BASS] Po] Tey} WF oH Pe] Meh} aa Wer} Ajols] WAS Me}, o7] 
a) PONS SS AAV} Qed BAIT. 





1261 


You've said many times over that Hitchcock has had a great influence on your work. How did he influence you? Could you name some other 
directors whose work you have enjoyed? 

Hitchcock was the biggest influence on me during my years in college. I decided to become a filmmaker after watching his <Vertigo>. For those who 
make modern thrillers, it’s almost impossible not to be influenced by Hitchcock. You can find his influence in just about any genre movie that is 
categorized as a thriller. Out of all Hitchcock’s films, though, I think <Vertigo> is his best. I love its obscurity. Precisely for that reason, I prefer the film’s 
beginning to its end. You are enraptured by the film’s elusiveness, not knowing where the story is heading. It possesses a dreamlike beauty that is rare in 
Hitchcock’s films. But later, as I came to enjoy films by other directors such as Abel Ferrara, Hal Hartley, and Aki Kaurismaki, Hitchcock started to come 
across to me as too inhuman. It seemed as if he were too obsessed with perfection. Now, I am more charmed by the rough textures of works by people like 


Ferrara, who is far from being technically perfect. 


The short film “Trial” appears to have served a critical role for you in making <Joint Security Area>. Starting back with <The Moon is What the 
Sun Dreams of> and <Threesome>, you often seemed to be giving homage to “B-movies”. From “Trial”, however, you take a different route. The 
film seems a world apart from the two previous films you had shot, almost as distant as the works of Carpenter and Hitchcock. 

When I was shooting <The Moon is What the Sun Dreams of>, my main concern was with the technical aspects of the film. <Threesome> is a film I 
pushed too far in order to free myself from restraint. By then, I wanted to remove technical considerations from my agenda, making the film look as if 
what you see on screen is everything there is. Now, I don’t consciously think of technique so much. Depending on the work, I use whatever technique is 


needed. But more importantly, I came to understand the importance of acting while I was shooting “Trial”. For me, this was a big step forward. 


In <Joint Security Area>, you were able to combine the most entertaining aspects of genre films while dealing with political subject matter. Was 
there a principal theory you bore in mind during this process? 
When you are making films that convey a certain point of view or consider certain social issues, it is always helpful to borrow the conventions of a genre. 


First of all, it helps to pull in the audience. It can also be a useful set-up to prevent the film from becoming too didactic or explanatory. 


What was your motive for using the issue of Korea’s separation in <Joint Security Area>? 

I wanted to confront cold war ideologies in my work. On top of that, like many other directors, I had a desire to tackle a taboo subject. I was almost 
shivering when SONG Gang-ho, who played a North Korean soldier, stood up halfway through the film and shouted “Hail to the Labor Party, Hail KIM 
Jong-il!” Of course, this was one big show to tide over a critical moment in the film. But mind you, these things had never been said in a Korean film 


before. By using a taboo subject, I wanted to delve into a dilemma that might be faced by an individual within the system. 


The political message is an important aspect of the film. But it’s also interesting to see the friendships develop among the soldiers. What did you 
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do to turn a heavy subject into a pleasant story? 
While making the piece, I was more concerned about the film’s humor than its tragedy. And in depicting the tensions that arise from differences and 


similarities between North and South Korea, I decided humor was the best way to deal with them. 


Sins and Redemption, Violence in Between 


<The Moon is What the Sun Dreams of> was a story about a man exposed to violence. So was <Threesome>. Then in <Joint Security Area> you 
delved into institutional violence. Can you elaborate on your thoughts on depictions of violence? 

I certainly don’t choreograph violence like John Woo. I am not interested in portraying violence to make it look stylish. I put a lot of thought into a man 
performing physical or psychological violence on others, maybe because I grew up watching violence being used as a tool of resistance to the violence 


performed by the state. Unintentionally, the repeated themes in my works have become violence as a cry for redemption, violence as an act of sin. 


<Sympathy for Mr. Vengeance> conveys some strong religious connotations. 

I think the fact that I was raised a Catholic has something to do with it, partly because Catholicism offers an idea of sin and redemption through such vivid 
visual images. The Catholic Bible also tends to present a cinematic vision when it comes to passages on original sin and the holy deaths of the martyrs. I 
got the title of the film <Sympathy for Mr. Vengeance> from the bible. If you look at the Book of Deuteronomy in the Old Testament, God says to his 
people that he will eliminate everyone who persecutes the Jews. It’s a reaffirmation from God to his people that justice would be taken care of by him. In 


my film, however, you have people retaliating in vengeance, as if they have been sent from God to punish one another. 


<Sympathy for Mr. Vengeance> is often compared to your previous work <Joint Security Area>. People are curious how you went from a film that 
was so full of humanism and humor to such an opposite extreme. It was an unusual incident. 

Well, how about the director of <Batman> shooting films like <Ed Wood>? What about the director of <The Crying Game> shooting <IJnterview with 
the Vampire>? | think it’s inappropriate for people to categorize me as an auteur. I hope my films continue to be inconsistent, so that no one who watches 


them would recognize that they were shot by the same person. I hope there isn’t the obvious trace of a director in my films. 


There is a mix of aspects in <Mr. Vengeance> that are grotesque, hard-boiled and also funny. How did you to arrange them in the same film? 
There is a comical aspect to the film, but you can’t really define it as a comedy. The idea of the grotesque already contains humor. Without humor, the 


grotesque is simply bizarre taste. Depictions of brutality or violence that lack humor aren’t as amusing as they should be. The nuance of the word might 


come across to everyone differently. But to me, the idea of the “grotesque” is the irony that results from a combination of contradicting notions. That’s 
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disharmony. So for people who can’t stand disharmony, the film’s expressions could be painful. But for others who are concerned about corrupt human 


nature, it could be amusing. 


It’s hard to laugh at the film’s comical aspects. The film keeps the audience tense from beginning till the end. 

I wanted to carry on with the film’s suffocating mood without any scenes in between that would relieve the tension. I wanted to create a mood where the 
film’s facade appeared relatively peaceful compared to the emotional intensity the audience would actually feel from what they see on the screen. I wanted 
the story to carry on without major incidents, but still retaining its tension, so that when a violent scene shoots out of the screen, people would shiver. On 
the other hand, the audience also felt tense because the emotional expressions of the film’s characters were put under restraint. I wanted to push this to the 
extreme. But then if you loosen up, you could also enjoy and laugh at the film as well. I actually saw a person who was watching the film for the second 


time, giggling the whole time. 


You tend to push good people to the side of extreme evil. 
People often tend to look for reasons outside of themselves when things go wrong. They blame it on society, or think God has abandoned them. And the 
more they think this way, their hatred expands. So when they cause trouble, it’s atrocious. The moment they set their foot on the evil side, their anger 


aggravates, because they remind themselves why they had to become so evil. I wanted to depict that pace of violence. 


Nevertheless, the film’s victim is SONG Gang-ho. His young daughter has been kidnapped. But the methods of revenge he performs on his child’s 
kidnappers are even more violent and severe than what he has suffered. That’s how the film’s boundary between good and evil becomes vague. 
Do you think SONG Gang-ho’s revenge was fueled by psychological pleasure? 

I would say the word psychological pleasure is a bit too strong. I hope you could see that SONG Gang-ho takes his act of revenge as a kind of a duty, say, 
an obligation. In a way, it’s a game where the roles get reversed. Assaulters become more miserable. The victims become more violent. But they still are 
not demonic or perverse. Instead, I would call it a realist expression. The realism in <Sympathy for Mr. Vengeance> is something that has surpassed a 
conceptual interpretation; it tells you that coincidences take a larger role in life than you expect them to. You come to wonder why they happened at that 


certain moment. But there is no such thing as bad luck in this film. In a way, it illustrates a reality filtered through my conscious that life is all there is. 


Since <Joint Security Area>, you've been sticking to a cinemascope size. Is there a particular reason? 
I am more curious why more directors don’t shoot in cinemascope. I think the format is closest to our field of vision, whether it’s inside a building or 


outside in the desert. If it’s a long shot, it keeps the view of the long shot. It also best suits a close up of a person’s eyes in horizontal view. I feel frustrated 


when I see a screen in non-cinemascope size. It almost feels shrunk. 
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After <Sympathy for Lady Vengeance> you shot “Never Ending Peace and Love” one of the six shorts in <If You Were Me>, a project by the Korea 
Human Rights Commission. What was your motive in dealing with the story of a migrant laborer in Korea? 

I always wanted to alternate between shorts and features. And I was interested in the issue of human rights. So when the project was offered to me, I had 
no reason to turn it down. After I took the offer, I went to search for documents related to foreign migrant workers living in Korea. I found numerous 
incidents (a person’s wrist being cut off by a machine) that were more tragic and desperate than Chandra. In her case, there was less physical damage, but 


the story had many connections to the people around her. I felt her story conveyed a comprehensive view of Koreans. 


In the film, Chandra suffers many years of confinement in a mental institution simply due to a lack of sincerity by careless people around her, 
whether it be the police, hospital workers or airport immigration officers. But these characters aren’t portrayed as particularly bad people. 

They are ordinary people. And incidents like that happen all the time due to the incompetence and indifference of ordinary people. In the end, it’s an issue 
of social structures. It’s not a problem caused by a single person with bad intentions. That was the point of the film. The people around Chandra are the 


faces of Koreans we see around us every day. That’s why the film’s original title was “Faces”. 


In the film, the audience feels anger and a message about our society. Is anger your creative impulse? [Laughs] 
I am discontented about life in general. Everything might go on all smoothly. There are a lot of good people in the world that we live in, but I am more 
interested in the other side of the story. I am always curious how so many bad people come to lead a good life. But you can’t make a film just out of anger. 


I might need to look at the world with a different view, but so far, anger has been one of my biggest creative impulses. 


Both in <Sympathy for Mr. Vengeance> and <Old Boy> you seem to have been influenced by Greek tragedies. What kind of influences have you 
gotten from them? 

Greek tragedies always question whether a man has a free will. The characters follow a pattern of behavior like horses on a chessboard. But if you look at 
them closely, there is always a free will. That’s why the characters in Greek tragedies follow God’s will, but also challenge God’s authority. The 
characters I am trying to depict in my work are people who fight against the fate you see in Shakespearean or Greek tragedies. For example, the image of 
OH Dae-su cutting his own tongue, or the idea of incest from <O/d Boy> was aimed at making a direct reference to <Oedipus>. I didn’t particularly have 
Sophocles in mind when I was working on the script. But I realized I couldn’t avoid the association when the idea of incest appeared. Then I gradually 
came to think of a way to insert a scene in the film that would parallel Oedipus poking his own eyes. My original plan was for OH Dae-su to cut his own 


penis after he found he had sex with his daughter. But CHOI Min-shik, who played OH in the film, strongly resisted this. As an alternative, we replaced 


the scene with a tongue-cutting sequence. 
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Both in <Sympathy for Mr. Vengeance> and <Old Boy> you seem to consciously express your taste for “B movies”. What do “B movies” mean to 
you exactly? 

I never came forward to mention anything about “B movies”. First, if I did that, it would freak out the producers. [Laughs] I had a hard time coping with 
issues related to that. So I try to be careful in using those terms. It’s true that many of the films I enjoy watching are B movies. But that’s just my own 
taste. As a director, I don’t try to incorporate their ideas into my work. Indeed many of the outstanding B movies I know take the form of a certain genre, 
but they go beyond the genre’s limits. It’s amusing to watch films that try to compensate for a lack of time and budget with solid ideas. I also enjoy the 


attitude in some B movies that try to go against the conventional value systems of their time. 


The original screenplay of <O/d Boy> is based on a Japanese manga, as we know. How influential was the original work to this movie? 
I somehow had an idea that it would be easier to make a film based on a cartoon, because the structure is already given. I was wrong. Films and cartoons 
are entirely different mediums. So there is practically nothing to adopt from each other. If I were shooting <X-men>, at least I could have referred to the 


costumes. 


Your depictions of violence in your films cause controversy. 
I don’t depict violence for no reason. Also, I am more interested in the psychological aspects of violence than the physical ones. I do enjoy the pleasure of 
watching bodies move, and their vitality. But I am not interested in the aesthetics of violence. I enjoy watching violent scenes, but it burdens me to use 


violence as a source of entertainment. My main concern is with the consequences of violence, how they influence the people involved. 


Since <Old Boy> the idea of lateral tracking shots became PARK Chan-wook’s trademark in Korean cinema. Do you have any thoughts on lateral 
tracking shots? 

Not much. I think they create an apathetic mood in the film. It becomes even more apathetic if you fix the camera in place. But when a camera stays still 
while the characters move, it gives a feeling of indifference. I use lateral tracking shots in fighting scenes, mainly because I want the camera to observe the 
people fight with an attitude similar to saying, “So what?” The camera watches them fight, but wouldn’t necessarily get involved or be sympathetic to 


their activities. 


Your films are spectacles of excess. Are you particularly interested in films with excessive elements? 

When you plan on making a film, there is always an idea of how you want to depict it. I always feel like I need to make the ideas stronger in order for me 
to feel that my job has been accomplished. As a Korean director making a film in the early 21st century, it’s hard to adopt the cinematic vision of classic 
Hollywood directors who have shown a world of perfect harmony and subtlety through their films. It seems disengaging to pursue those visions now. It 


doesn’t suit the conditions of the world we are living in now, or the cataclysmic events, the struggles and anger suffered by people today. 
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In your short film “Cut” from <Three...Extremes> you delve into the issue of class struggle. 

The old money in Korea used to build themselves up from scratch through hard work. Now, wealth is inherited through good education. I found this 
interesting. The rich class now is well-mannered and flawless, because they were raised in a comfortable environment without major difficulties. We are 
living in a world where the rich can also be nice. But on the other hand, the poor suffer an increasing sense of deprivation. So it’s easier for the poor than 


for the rich to become evil today. The story began with my disbelief that the rich could really be nice people. 


Like your previous works, “Cut” is also a story about a reality that pushes a man into collapse. Do you have any plans on making a lyrical film that 
digs into a person’s interior? 
I like films that don’t reveal the interior side. I like films that don’t clearly say what the person is thinking, so the audience keeps questioning where the 


story is heading, based on the character’s actions. 


—_ Existence’s Utmost Limit as a Departure Point 

You once said that your film is about redemption. But as viewers, we keep questioning where to find hope, because in your films fatalism passes 
beyond the point of desperation. Where can we find sources of hope? 

Look at <Sympathy for Lady Vengeance>. The film is a story about a woman whose actions are ethically unacceptable, then she seeks atonement in the 
wrong ways. Her efforts to find redemption end in vain. But I wanted my audience to tell the film’s heroine at the end, “It was a nice try”. I wanted to say 


her efforts weren’t worthless, that they were valuable after all, even though they ended in failure. That’s my definition of hope. 


In the context of your revenge trilogy, the first two of your films <Sympathy for Mr. Vengeance> and <Old Boy> stressed the idea of class. In <Sympathy 
for Lady Vengeance>, they merge with the issue of gender. But | am curious as to how deep you went into exploring the subject of femininity. 

I knew if I used a female heroine, I would be criticized no matter how I portrayed her. [Laughs] But because I am not a woman, and there is a limit for me 
to understand them from my point of view anyway, I didn’t bother putting much effort into incorporating a feminist view in the film. I was happy as long 


as there was an independent woman who could carry the story on her own. 


It seems your “revenge trilogy” is more accurately called “a kidnapping trilogy”. Out of all the crimes, why did you choose kidnapping? 
I don’t see <Old Boy> as a story about kidnapping, maybe with the other two. For <Sympathy for Lady Vengeance>, I simply chose the subject, because 


she was a mother. I thought it would trigger the heroine’s guilty conscience if there was a murder involved. With kidnapping, the victims have the most 


precious belongings in life taken from them. It gets even more complex if an audience starts to make an ethical judgment. In a way, I wanted to force 
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people into an extreme state of emotion, and start from there. 


In the first two films of your revenge trilogy, there is no sense of a hero. In <Sympathy for Lady Vengeance>, there is. She is almost portrayed as a 
female warrior. 
Yet her actions are not heroic. As I said, she turns from an executer to an observer. I wanted her to look as if she were wearing a mask. In some scenes, I 


thought it would also be nice for her to present a ghostly image. 


Why did you set the first scene as the heroine is released from prison? 
I wanted to begin the film like a genre movie. In <Joint Security Area>, the film begins with the sound of a shooting gun as an owl looks back on a tree 
near a checkpoint. Then a criminal comes out, shouting phrases like “You are all dead!” I wanted to begin like a classic crime movie, like a good old drama 


of revenge. I figured that’s an exciting way to begin a story, so as the film continues on, the audiences are puzzled by the film’s unexpected direction. 


Your conclusion is so ideal that it’s hard to believe you wanted to make a story about revenge. But despite the conventional ending, your way of 
getting to the conclusion is often shocking. 

You have to go through horrible procedures in order to get to the conventional conclusion. That’s the only way for you learn a lesson that cuts deep into 
your heart. I could have led the audience in a different direction. But I took a more humorous approach when seeking ways to deal with Mr. BAEK. I 
allowed the victims’ families to look more cruel than Geum-ja. In the film, Geum-ja is a spectator. After years of planning for the murder, Geum-ja 
chooses to remain a spectator. And through that experience, she realizes the truth. It would have been different if Geum-ja took part in the physical torture 


of BAEK. Only when she observes others doing things that she would have done, she realizes her own mistake. 


In the prison scenes, there were no bars showing Geum-ja confined in a cell. So when she actually came out of the prison, it felt as if she had just 
entered into a cell. 

None of the prison scenes in <Lady Vengeance> had bars. The cell walls were painted light peach, so that the room felt almost gaudy. Unlike the 
depictions of prisons in other films, female prisons in Korea are actually quite clean and bright. The point I wanted to get across was that Geum-ja’s years 
in prison were the highlight of her life. There, she was able to set a goal for her life, and took actions to pursue that goal. She became mature. In contrast, 


she takes an opposite route when she comes out of prison. 


One of the new aspects of <Sympathy for Lady Vengeance> is the film’s theatricality. Often in the film, the characters speak their dialogue as if 


they are on stage. This is something we haven't seen in your previous films. It seems as if you put particular emphasis on non-cinematic genres in 


this film. 
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True. Whether it be music, art or acting, I was more interested in showing their combination as separate entities rather than trying to illustrate their 
harmony. In <Lady Vengeance>, even the scenes that show the most typical techniques of cinema are theatrical. I may continue to do that in the future. I 
don’t know. But for this film in particular, I consciously tried to eliminate realism. I tried making a constant reminder to the audience that they are 


watching the film as “spectators”. 


What's your next film? 

If my films in the past have dealt with the thriller genre in broad terms, my new film is an ordinary drama. It’s a story about a teenage girl who is put ina 
mental hospital for treatment. She lives in a world of fantasy, thinking she is a cyborg. Then she comes to terms with her illness. The aspect of fantasy is 
very strong in this film. I was always frustrated by the notion of realism, which was everywhere when I was studying film in the early and mid-eighties. 
Somehow, though, I wasn’t completely free from its influence. That’s why I couldn’t shoot in the style of <Lady Vengeance> in my earlier films, but I 


think I am slowly moving in that direction. 
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In the world of contemporary Korean cinema, PARK Chan-wook is considered an ideal model of success. He is looked to up among 
younger directors as someone who earned both critical and box office success with films that manifest a cinephile taste within the mainstream 
system. A series of failures PARK suffered in his earlier career make his success particularly meaningful. Indeed, one can only guess at 
desperation he must have felt, seeing that PARK only shot two films between 1992 and 2000 including his directorial debut. 

PARK decided to become a filmmaker in his sophomore year at university after becoming fascinated with Hitchcock. Shortly after 
graduating from college, he jumped into the industry as an assistant director, shooting his first feature film <The Moon is What the Sun 
Dreams of> in 1992. Originally, he was given an opportunity by the film’s producer to shoot a comic parody that was almost a copy of 
<Ruthless People> by the Zucker Brothers. PARK turned down the offer, but couldn’t pass up his chance to make his debut. 

As a result, he ended up writing his own script. Within the time given, PARK wrote a conventional story, hoping to add formal 
experimentation as he shot. He was aiming to produce a genre film that played with conventions and structures. The response to his efforts 
from audiences and critics was disastrous. After the film’s failure, PARK won over more recognition as a critic and a host of TV film shows. 
But he hadn’t given up his dream of directing. He continued running from one production company to the next, showing his planning reports 
and about 10 different screenplays which he had written. He was turned down by every one of them. PARK’s screenplays were considered too 
risky in a commercial sense by local producers, because he was reputed as someone who knew a lot about films, but would only make cult 
films targeted at a limited audience. In 1997, he shot <Threesome>, a film he shot to “repent” for his past as a cinephile director and move on 
to the next stage. However the story, which was about three thieves - two men and a woman - didn’t turn out to be so successful either. 

The goddess of luck started smiling on PARK in 1999, when he knocked at the door of Myung Film with a screenplay he had written. 
Instead, PARK was offered the chance to direct <Joint Security Area>, a film based on a novel by PARK Sang-yeon, for which the company 
had been seeking a director. The film tackled the issue of national division, shot in the style of a mainstream commercial film. <Joint Security 
Area> was a major hit. But as if jeering at the commercial success of the film, PARK chose as his next project a hardboiled thriller <Sympathy 
for Mr. Vengeance>(2002), which pushed PARK’s cinephile taste to extremes. The images and sentiment of extreme violence in the film 
provokes a divided reception from critics, stirring loud controversy. But unfortunately, the film was a failure at the box office. Shortly after 
<Mr. Vengeance>, PARK released <Old Boy>, a film that became an instant hit, and eventually won the Grand Prix at Cannes. Following on 
the success of <Old Boy> he shot <Sympathy for Lady Vengeance>, a film that reworked the graceful image of the actress LEE Young-ae 
into a goddess of revenge. This represented the last segment of his “revenge trilogy” that tackled metaphysical subjects such as sin, fate, 


violence and redemption. His next film, which is currently in pre-production (as of February 2006), is </ am a Cyborg>(Working Title), the 


story of a girl in a mental hospital suffering from megalomania, believing she is a Cyborg warrior. The film evolves around her love affair 


with another boy suffering from the same illness, believing he can steal other people’s spirit. 
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Main Cast! LEE Young-ae(Geum-ja), CHO! Min-shik(Teacher BAEK), KWON Yae-young(Jenny) Executive Producer!PARK Dong-ho Producer! LEE Tae-hun, CHO 
Young-wuk Screenplay! CHUNG Seo-kyung, PARK Chan-wook Original Story! PARK Chan-wook Cinematography !CHUNG Chung-hoon — Editing! KIM Sang-bum, 


KIM Jae-bum Lighting! PARK Hyun-won Music! CHO Young-wuk Recording! LEE Seung-chul Sound! KIM Suk-won, KIM Chang-sub Art! JO Hwa-sung 
Costumes!CHO Sang-kyoung Make-up!SONG Jong-hee Release Date! July 29, 2005 Production Budget! US$ 6 million 


2005, 112min, 35mm, 2.35:1, Color 


Production! Moho Film 4Fl., DSR Terrace, 62-1, Inwa-dong, Jongno-gu, Seoul, Korea Tel+82-2-3443-4495 Fax +82-2-3443-4496 june@moho.co.kr 


International Sales! CJ Entertainment Inc. 26Fl., Star Tower, 737, Yeoksam-dong, Gangnam-gu, Seoul, Korea Tel +82-2-2112-5907 = Fax +82-2-2112-6599 
eyefake@cj.net www,cjent.co.kr/english 
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Synopsis 


The 19-year old Geum-ja(LEE Young-ae), looking for a way to make her living as a teenage single mother, is persuaded into working with child abductor Mr. BAEK(CHOI Min- 
shik). Later, however, when BAEK finds himself cornered for the murder and abduction of another child, he kidnaps Geum-ja's little girl and blackmails Geum-ja. To save her 
daughter's life, she agrees to go to prison on behalf of his crime. She is jailed for 13 years. In the prison, she confesses her faith in front of a large crowd. But after her release, 
she tells an evangelist who firmly believed that he had saved Geum-ja's soul through faith to go mind his own business. Upon her release, Geum-ja gathers her former prison 
inmates who have been moved by her generosity to seek revenge on BAEK. 


International Film Festivals 


2005 Venice Film Festival, in Competition | Toronto International Film Festival, Special Presentations 'San Sebastian Horror & Fantasy Film Festival, Official Feature Film Section 
' New York Film Festival, Main Program ! Pusan International Film Festival, Korean Panorama ! Sitges Catalonia International Film Festival, Official Fantstic Features, Best 
Actress Award(Lee Young-ae) ' Stockholm International Film Festival, Closing Film ' Thessaloniki International Film Festival, Special Screenings 
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Main Cast! CHO! Min-shik(Dae-su), KANG Hae-jung(Mi-do) Executive Producer! KIM Dong-joo Producer! IM Seung-yong Screenplay! HWANG Jo-yoon, IM Joon- 
hyung Original Story! Tsuchiya Garon Cinematography! JUNG Jung—-hoon Editing! KIM Sang-bum Lighting! PARK Hyun-won Music!'CHO Young-wook Recording 
'KIM Suk-won Art!RYOO Sung-hee Costumes!CHO Sang-kyoung Make-up!SONG Jong-yi Release Date!November 21, 2003 Production Budget! US$ 2.3 million 


2003, 120mim, 35mm, 2.35:1, Color 


Production | ShowEast Co., Ltd. 10FI., New Seoul Blidg., 618-3, Sinsa-dong, Gangnam-gu, Seoul, Korea Tel +82-2-3446-9590 Fax +82-2-3446-9620 
michelle@showeast.co.kr, jan@showeast.co,kr, luna@showeast.co.kr www.showeast,.co.kr/eng 


International Sales! Cineclick Asia  3FI., Incline Bldg., 891-37, Daechi-dong, Gangnam-gu, Seoul, Korea Tel +82-2-538-0211 Fax +82-2-538-0479 
yjsuh@cineclickasia.com, cineinfo@cineclickasia.com www.cineclickasia.com 
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Synopsis 


OH Dae-su(CHO! Min-shik), an ordinary office worker, is kidnapped and confined in a small private cell of an unknown building without knowing what he has done wrong. Ten 
years pass. OH sets out to seek revenge as he continues to write his autobiography which details all the sinful deeds he committed during his life, trying to find a clue as to why 
he has been imprisoned. Upon his release after 15 years, he meets Mi-do(KANG Hae-jung), a sushi chef. Later, OH receives a phone call from LEE Woo-jin(YOO Ji-tae), the man 
who had kept OH in prison, saying he is willing to kill himself if OH discovers the identity of his kidnapper within five days. A fatal game begins between LEE Woo-jin, who 
watches every move by OH, and the man who is desperate to find out his veiled enemy. 


Note 

-Original Script: Japanese Manga <Oldboy> (Text by Suchiya Garon, Images by Minegishi Nobuaki) 

-Named the month's best film by <The Guardian> in October, 2004 

-Placed sixth in the year's top 10 by <Kinema Junpo>, 2004 

International Film Festivals 

2004 Cannes International Film Festival, Grand Prize of the Jury ' Bergen International Film Festival, Audience Award ! British Independent Film Awards, Best Foreign Film ' 


Sitges Catalonian International Film Festival, Best Film, José Luis Guarner Critic's Award ! Stockholm Film Festival, Audience Award ' European Film Awards 
2005 Hong Kong Film Awards, Best Asian Film ' Bangkok International Film Festival, Golden Kinnaree Award, Best Director 





2002, 120min, 35mm, 1.85:1, Color 


l= 


Main Cast! SONG Gang-ho(Dong-jin), SHIN Ha-gyun(Ryu), BAE Doo-na(Young-mi) Executive Producer! SEOK Dong-jun, HAN Sung-keun, LIM Jin-kyu = Producer ! LEE 


Jae-soon Screenplay!LEE Moo-young, LEE Jong-yong, PARK Ridame Cinematography! KIM Byung-il Editing! KIM Sang-beom Lighting! PARK Hyun-won Music! 
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PAE Hyun-jin Recording!LEE Seong-chul Art!'CHO! Jung-wha Costumes! SHIN Seung-hee, SHIN Jae-ho, SONG Jong-hee Release Date! March, 2002 Production 
Budget! US$ 3 million 


Production! Studio box B-1, Woolim Bldg., 90-10, Banoo 4dong, Cheocho-gu, Seoul, Korea Tel+82-2-3481-8116,7 Fax +82-2-3482-5435 africa77@koresa.com 


International Sales! CJ Entertainment Inc. 26FI., Star Tower, 737, Yeoksam-dong, Gangnam-gu, Seoul, Korea Tel +82-2-2112-5907 = Fax +82-2-2112-6599 
eyefake@cj.net www,cjent.co.kr/english 
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C=O] HAS AVC AZO AtEICh HLS] AAS SOA Zt SIA OF SAIS| SO] Ate Sol AY SECh He Q7|RHAAS Sol, StS FS BlOt Sol] LAC. 


Synopsis 


Ryu has a hearing disability. He makes a living working in a factory, looking after his only sister who suffers from a kidney disorder. She needs a transplant. But the hospital 
forcibly discharges her, when they find that she can't afford to pay for the operation. To make things worse, Ryu is fired from his job. He decides to meet an organ donor to find 
a cure for his sister. But instead, he gets all his money plus his own kidney stolen from him. His girlfriend Young-mi(BAE Doo-na), a former activist, persuades Ryu to kidnap a 
child, saying it's no big deal to kidnap the child of a rich parent and use a small part of their money for a good purpose. Ryu decides to kidnap an 8-year old girl who is the 
daughter of a factory owner he used to work for, Dong-jin(SONG Gang-ho). He succeeds in getting the money, but Ryu's sister finds out about the robbery, and kills herself from 
the guilt of having put her brother in that situation. Ryu goes to the side of a river to bury his sister's body. There, Dong-jin's girl falls into the river by accident and drowns in the 
water. Ryu seeks revenge on the organ donor while Dong-jin seeks revenge on Ryu. 


International Film Festivals 


2003 Udine Far East Festival, Audience’s Award 
2002 Italian Film Noire Festival, A Special Jury Award 
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BS GETS SSA serene 


Main Cast! SONG Gang-ho(OH Kyung-pil), LEE Byung-hun(LEE Soo-hyuk), LEE Young-ae(Major Sophie E. JEAN) Executive Producer'!SEOK Dong-jun Producer! LEE 
Eun, SHIM Jae-myung Screenwriter! KIM Hyun-seok, LEE Moo-young, JUNG Seong-san , PARK Chan-wook Cinematography! KIM Sung-bok Editor! KIM Sang-beom 

Lighting! LIM Jae-young Music'!'CHO Young-wook Recording! KIM Won-yong Art'KIM Sang-man Release Date! September, 2000 Production Budget ' US$ 
3 million 


Production! MK Pictures 3, 6, 7 FI., Cowell Bldg., 66-1, Banoo-dong, Seocho-gu, Seoul, Korea Tel +82-2-2193-2097 Fax +82-2-2193-2197 hc1218@mkpictures.co,kr 
www.mkpictures,co.kr 


International Sales | CJ Entertainment Inc. 26Fl., Star Tower, 737, Yeoksam-dong, Gangnam-gu, Seoul, Korea Tel +82-2-2112-5907 = Fax +82-2-2112-6599 
eyefake@cj.net www,cjent.co.kr/english 
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Synopsis 


This film concerns an incident, a shooting in the truce village of Panmunjeom, which leaves North Korean soldiers JEONG Woo-jin(SHIN Ha-gyun) dead and OH Kyung-pil(SONG 
Gang-ho) wounded. The suspect in the incident is LEE Soo-hyuk(LEE Byung-hun), a South Korean soldier, who was found lying on the boundary of the military demarcation line 
after the shooting. Testimonies of the incident conflict, with the South insisting that the shooting was an accident that occurred when a kidnapped South Korean soldier tried to 
flee from the North to the South. The North argues that the incident was an act of terror by the South who intruded over the military border. As the conflict builds up, the 
investigation is given over to Sophie(LEE Young-ae), a Swiss military officer. 


Note 


The fifth biggest box office hit in Korean history (5.8 million audience nationwide) 


International Film Festivals 


2004 Berlin International Film Festival, in Competition ' Deauville Asian Film Festival, Best Film ' Fant-Asia Film Festival, Best Asian Film ' Seattle International Film Festival, New 
Director's Showcase Special Jury Prize 
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AJOIZE 


1997, 100min, 35mm, Color 


Main Cast!LEE Gyeong-young(AHN), JEONG Seon-kyeong(Maria), KIM Min-jong(MUN) Executive Producer!LEE Chun-yeon Screenwriter '! LEE Moo-young, PARK 
Chan-wook Cinematography!LEE Eun-kil Editor! PARK Kok-ji Lighting! SHIN Jun-ha Music! JEON Sang-yun Sound! KIM Suk-won Custom!LEE Seung-hyeon 
Release Date! May 1997 


Production & International Sales! Cine 2000  3FI., Heungkuk Bidg., 43-1, Juja-dong, Jung-gu, Seoul, Korea Tel | +82-2-2285-2061 Fax ! +82-2-2266-2530 
freesid@cine2000.com www.cine2000,.com 
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Synopsis 


AHN(LEE Gyeong-young) barely makes a living as a saxophonist at a run down nightclub. Fed up with his job, he decides to leave his saxophone at a pawnshop. He returns 
home, and finds that his wife, who is having an affair with another man, has fed their baby daughter sleeping pills to put her to sleep. AHN sets his house on fire. He drops off 
his daughter at his mother in law's, then checks into a hotel to kill himself. But at that moment, he receives a call from MUN(KIM Min-jong), a dull thief who was an orphan. The 
two meet in a cafe, and MUN persuades AHN to join him in robbing houses together, saying the pair could be great partners. When AHN hesitates, MUN shoots his gun in the 
air. Maria(JEONG Seon-kyeong), a single mother waitress who is at the scene, follows after the two men, and asks for their help in finding her missing child. The three jump into 
the world of robbery. 
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cL O ] L 1992, 103min, 35mm, Color 


Main Cast! LEE Seung-cheol(Moo-hoon), NA Hyeon-hee(Eun-ju) Executive Producer'!KO Sun-jong, LIM Jin-kyu Screenwriter! PARK Chan-wook, KIM Yong-tae 
Cinematography !PARK Seung-bae Editor! KIM Hee-su Lighting! KIM Kang-il Music! SHIN Jae-hong, PARK Kwang-hyeon Sound! SOHN In-ho Art!DO Yong-wu 
Release Date! January 1992 
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Synopsis 


Ha-young(SONG Seung-hwan), who is the film's narrator, tells a tale of love between his stepbrother Moo-hun(LEE Seung-cheol) and his lover Eun-ju(NA Hyeon-hee). Moo-hun is 
a village hoodlum based in Busan. He robs his gang's money and tries to run away with Eun-ju, the girlfriend of his boss, when he finds out about their affair. Moo-hun manages 
to escape with the money, but Eun-ju is caught, partly wounded. She is forced to sing at a nightclub under the gang's watch. One day, Moo-hun finds a photo of Eun-ju at Ha- 
young's studio. He finds the place she works for, and rescues her from the nightclub, bringing her to the studio. But now, Ha-young secretly admires his brother's girlfriend, and 
he offers her the opportunity to sit as his model. The gang in Busan sees the photograph and invades Ha-young's studio. In return for Eun-ju's safe return, the boss orders Moo- 
hun to kill a member of his group who will stand as a court witness in a case related to the gang. While Eun-ju walks on the runaway as a model for a fashion show, Moo-hun is 
about to kill the witness, only to be shot by a bodyguard. Moo-hun dies in the arms of his lover. 
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Geum-ja. It's also, by quite a long chalk, the funniest part of the trilogy. (--+--+) 

Visually inventive, as always, <Sympathy for Lady Vengeance> derives its punchy 
look from restless, off-centre camera framing, and careful colour coding of sets and 
costumes(the naive print frocks Geum-ja wears at the beginning are gradually 
replaced by darker, more tailored clothes as the moment of revenge approaches). 
There are a couple of stylised dream sequences, but overall <Sympathy for Lady 
Vengeance> is more natural in its settings than the studio-built <Old Boy>: the 
women’s prison, the cake shop where the heroine works after coming out of goal, or 
the abandoned school where the final confrontation takes place, are real places. 

This grounding in reality makes the film's most harrowing movement grainy, home- 
video footage of a serial killer's infant victims even more difficult to take. 

Some at Venice found <Sympathy for Lady Vengeance> nasty and exploitative. But 
the final scene one of the best things the director's has ever done pushes through 
the disgust towards tragic catharsis and a real sense of tenderness. Laughter, tears 
and the vomit reflex: they’re all part of PARK’s rich tapestry. 


_Lee Marshall (screendaily.com, September 13, 2005) 
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Sympathy for Lady Vengeance 

Few contemporary directors are able to mix genres and moods as confidently as 
PARK Chan-wook and get away with it. The third and final part of the Korean 
director's Jacobean revenge trilogy, after <Sympathy for Mr. Vengeance>and <Old 
Boy>, is the most daring of the lot in the way it ricochets between comedy and 
tragedy, realism and caricature. 

Action fans turned on to PARK by <O/d Boy> may be disappointed, as there is 
nothing here to rival its predecessor's set pieces, like the instant-classic hammer 
fight in the corridor. 

But <Sympathy for Lady Vengeance> is not about brute violence: though it gets 
physical, sometimes almost unwatchably so, the film moves beyond the obsessive 
revenge lust of the first two films to explore revenge as a form of redemption, or 
atonement. 


As a result it has a more spiritual thrust, as embodied in its angel/demon heroine 
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Beautiful, Elusive Film 

For me, one of PARK Chan-wook’s most noticeable strengths as a filmmaker is his 
ability to create momentum. (:-:-) If <Sympathy for Mr. Vengeance> was largo, and 
<Old Boy> was allegro, then <Sympathy for Lady Vengeance> is moderato, and its 
momentum doesn’t quite reach the level of the films that preceded it. Whereas all 
the force of the previous films was focused in a single direction, <Sympathy for Lady 
Vengeance> meanders a bit. Geum-ja has other matters to attend to (like visiting her 
daughter) before taking up her revenge. This may seem disappointing at first, but it 
changes the film in interesting ways. 

In the earlier films, the momentum is so great that the characters seem to have no 
free will. Like a Greek myth, our heroes’ actions and ultimate fate seem 
predetermined. Geum-ja, however, feels like she is making her own decisions. She 
may be just as motivated and driven as the men in the previous films, but we sense 
that she could stop if she really wanted to. This creates a very different moral 
backdrop for the events that take place, and we realize that she must take full 
responsibility for the acts she will commit. 

Moral issues have always been present in PARK’s films, but they've been somewhat 
disguised. In <Sympathy for Lady Vengeance>, however, they are front and center. 
The real plot of the film is not whether Geum-ja will exact her revenge (given her skill 
and resourcefulness, we are never much in doubt), but whether she will find 
redemption for the acts she is resolved to commit. 

This moral focus of the film makes the character of Mr. BAEK, played by CHOI Min- 
shik, an interesting one. He is interesting precisely because he is so thinly 
characterized; he is like a piece of cardboard. Throughout his filmography, PARK 
Chan-wook has always resisted presenting ‘evil’ in a simple way. (-:--:-) | don’t think 
PARK Chan-wook has suddenly acquired the political world view of George Bush, 
who sees the world only in black and white. Instead, the thin characterization of Mr. 
BAEK allows us to see him not as a single individual, but rather as a symbol of 
something else. What if, instead of Mr. BAEK, we decide to call this character Stalin? 
In this case, the vengeful acts of those who were harmed by Mr. BAEK take on an 
entirely different light. Or if we prefer, we could be even more abstract and take Mr. 
BAEK as a symbol for murder itself. 

As in Fritz Lang’s <M>, the punishment of a heinous criminal fails to really bring 
about a sense of emotional closure. Although the revenge itself is taken in a 
spectacular way, the film seems to be more ambivalent about the decisions of the 


characters. Revenge films that believe in revenge generally end with a bang, 


allowing viewers to walk out of the theater feeling refreshed. Films that take a more 


honest approach to issues of crime and punishment tend to end with a question 


mark. Or in this case, with an image that is bizarre, symbolic, and strangely beautiful 


at the same time. 


_Darcy Paquet (<Cine21>, August, 1, 2005) 
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Her Beautiful Revenge 

‘Why don’t you go screw yourself?’ 

This first phrase, uttered by the main character Geum-ja(LEE Young-ae) as she 
walks out of prison, seems to encapsulate the ethos of PARK Chan-wook’s final 
film in his cruel revenge trilogy. Geum-ja, who has just been released after 13 years 
in prison, is greeted by a male evangelist who is anxiously waiting for her to 
redeem her sins. However, as a sign of rejection, she refuses eat the white tofu, a 
symbol of renewal, offered to her by God's missionary. 

‘Go screw yourself,’ she says. There is a hidden meaning both before and after this 
phrase. It subtly implies that Geum-ja takes her redemption as something that not 
even God can provide. In the end, it is up to her to deal with her own tragic fate, 
whether that means avoiding the issue or fighting through it. There is nothing 
society or any of its conventions can provide to lessen her sins. It is from this point 
that the film progresses. (+--+ ) As suggested by the melodic strains of Vivaldi in 
<Lady Vengeance>, the tragic Baroque music foreshadows the melancholy and 
tragedy of death and destruction in the film. The history of the Baroque began with 
the end of medieval beliefs that the death of a body guarantees a new life through 
resurrection. During the Baroque era, people were forced to admit that, in the end, 
their body would inevitably become nothing more than a skeleton with no 
possibility of resurrection. The tragedy of the Baroque was reflected in its 
melancholy songs of resignation. The Baroque period featured the belief that 
people could not avoid their final fate, simply because they have fulfilled their roles. 
PARK Chan-wook has repeatedly said, ‘A soul cannot be saved, not even through 


revenge. But there is beauty and hope in making an effort toward redemption’. 


In <Lady Vengeance>, style is an element that is equally as important as the film's 
other themes. Though they might seem stylistically outdated, the patterned 
dresses, sultry red eye-make up and Alain Mikl sunglasses worn by the heroine 
become ultimate symbols of the film's focus on aesthetics. In another example, 
Geum-ja asks a friend for an extra pair of high heels the day she is released from a 
prison. And again, when asking another friend to produce a gun, which she will use 
to kill her enemy, Geum-ja shows him her design and says, ‘It’s got to be pretty. | 
like everything to be unconditionally pretty’. Indeed, Geum-ja is the first and last 
heroine from PARK’s revenge trilogy to openly reveal her style. She evokes the 
image of a female warrior when she is dressed in her long black leather trench coat 
during the final moment of judgment. But she also possesses complex duality. She 
shoots an innocent puppy in order to test the quality and accuracy of her newly 
acquired gun, but she is also capable of baking a cake that is as close to perfection 
as humanly possible. Then there is the sex. In contrast to OH Dae-su’s bedroom 
scenes in <Old Boy>, Geum-ja carries on with her sex life separately from her 
revenge project. The word ‘beauty’ cannot be overlooked when talking about 
Geum-ja's ethics for it was the ethics of aesthetics and beauty that offered Geum-ja 
a new life. (--+++) 


It would be too much to ask of PARK to become an aesthetic revolutionary. But he 


seems to walk closer and closer to that line as he carefully looks into other subjects 
he wants to bring up through his films. Near the end of the film, Geum-ja is 
overwhelmed with grief for not having redeemed her sins and saved her soul. 
However, her journey after being released from prison has left her with a bright 
adorable daughter and a cute young lover. Although she was unable to shake off 
her guilt, she will likely spend the rest of her life with the two people she has just 
met and live happily ever after. In the reality of contemporary Korean cinema, which 
often places the importance of a film's profit above its quality, PARK possesses an 
energy that many other Korean filmmakers lack. Among the many examples of this 
energy are the supernatural scenes in <Lady Vengeance> including a scene 
showing the ghost of a child murdered by Mr. BAEK(CHOI Min-shik). It was this 
murder that served as Geum-ja’s prime motive for revenge. PARK also presents 
bizarre imagery including a dog with the head of Mr. BAEK walking in a snow- 
covered field in Geum-ja’s dream, reminiscent of a surrealist painting. While such 
scenes make for compelling film images, they are easily cut out of typical Korean 
films due to cost issues or the possibility of complicating the audience's vision of 
what might otherwise be a clear and well set up narrative. One cannot help feeling 
pleased that <Lady Vengeance> is not such a typical film. 


_LEE Sung-wook, (<Cine21>, August 2, 2005) 
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Old Boy 

In its sexuality and violence, this is the kind of movie that can no longer easily be 
made in the United States; the standards of a puritanical minority, imposed on 
broadcasting and threatened even for cable, make studios unwilling to produce films 
that might face uncertain distribution. But content does not make a movie good or 
bad - it is merely what it is about. <Old Boy> is a powerful film not because of what 
it depicts, but because of the depths of the human heart which it strips bare. (-+--) 


<Old Boy> ventures to emotional extremes, but not without reason. We are so 
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accustomed to ‘thrillers’ that exist only as machines for creating diversion that it's a 
shock to find a movie in which the action, however violent, makes a statement and 
has a purpose. 


_Roger Ebert (<Chicago Sun Times>, March 25, 2005) 
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From Korea Comes a Dream of Deadly Drama 

Hinging on a narrative as Byzantine and distorted as a festering grudge, the 
astonishingly visceral <Old Boy> plays like an extended adrenaline rush following a 
bad accident. At once real and completely unreal, familiar and deeply strange, violent 
and comically absurd, South Korean director PARK Chan-wook’s fourth movie, which 
won the Grand Jury Prize at Cannes in 2004, releases a torrent of imagery as fluid 
and shifting as a nightmare. (----) Chan-wook was a philosophy student before he 
was a filmmaker, and underneath the frenetic action lurk unanswered questions 
about guilt, responsibility and morality. The central question, close on the heels of 
every hairpin plot twist, is whether an immoral act is still immoral if the sinner is 
unaware. (+--+) 

It says something when you come out of a film as weird and fantastical as <Old 
Boy> and feel that you've experienced something truly authentic. | just don’t know 
what. | can’t think of anything to compare it to. 


_Carina Chocano (<LA Times>, March 25, 2005) 
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_dt2| SAX (Ain't It Cool News.Com, 20034 128 92) 

Anghus Loses It All for <Old Boy>, a Film of Genius, at BNAT 5! 

<Old Boy> is that kind of movie. A surprise in every way. The opening is so simple. 
A man is kidnapped and held against his will for 15 years, the solitude slowly driving 
him mad. There is little exposition or back story. PARK instead hits the ground 
running and lets the story unfold to the audience as it unfolds to the lead character, 
OH Dae-su(played brilliantly by CHO! Min-shik). And what a story it is. (+++) 

At the core, <Old Boy> is a revenge flick. A violent, sprwaling epic that delves into 
the mind of a man who has been wronged, and his painstaking tribulations to see 
the game come to an end. PARK puts his protagonist through a series of grueling 
tasks, a chess game orchestrated by a man he doesn’t know, LEE Woo-jin(chillingly 
played by YOO Ji-tae). This isn’t one of those movies with the villain revealed in the 
last 5 minutes, with a nice and tidy summation of the reasons for his actions. PARK 
reveals his antagonist early on and lets OH Dae-su struggle the entire movie with 
who he is, and why he has spent 15 years torturing him. 

PARK is a deft director, able to convey scenes of raw emotion, raw fury, and pure 
pain. The characters of <Old Boy> are tragic and flawed, and it is what makes this 
film so damn compelling. PARK is unflinching, showing the moments where most 
filmmakers would look the other way. When OH Dae-su tortures an employee by 
pulling his teeth with a claw hammer, PARK shows it (And holy shit was it painful to 
watch). When OH Dae-su is attacked soon after by a dozen thugs, with only the 
same claw hammer to fend them off, he shows it all. But not in a chopsocky 
traditional fight sequence, rather in a nice medium one shot. There’s something 
satisfying about a movie that takes so many chances and pulls most of them off. 
There were so many places where this film could have gone wrong. So many times 
where the controversial material could have overplayed. The kind of twists and plot 
turns that could derail a filmmaker of lesser ability. PARK came out swinging, like 
OH Dae-su with a claw hammer. 

But truly, this is a film where all the cylinders were firing. An amazing cast, a deft 


director, engaging cinematography, and an amazing script. This movie deserves an 


audience. 


_Harry Knowles (Ain't It Cool News.Com, December 9, 2003) 
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A Korean Masterpiece Made from a Japanese Comic with a Touch of Local 
Sentiment 

The story of <Old Boy> is based on a popular cult Japanese Manga. The story 
revolves around the life of an ordinary man, OH Dae-su, who was kidnapped and 
imprisoned for 15 years without any explanation. After escaping from his captors, 
Dae-su dreams of taking his vengeance while trying to figure out the truth behind his 
sudden imprisonment. In doing so, he enlists the aid of Mi-do, a waitress he meets 
at a sushi restaurant. Together they track down the location of his prison by dining at 
every restaurant in town until they find the one take-out house that provided Dae-su 
with 15 years worth of fried dumplings while he was imprisoned. 

The film's motif, which was born out of a situation particular to Japan, has been 
adopted into a Korean film, with the themes tweaked to appeal to Korean viewers. 
One of its notable Korean elements is the idea of fatalism running through the film. 
In addition, the film turns out to be excruciatingly violent. Phrases like, ‘Revenge is 
the best medicine for wounded souls’ or ‘Revenge is good for one’s health’ make it 
easy to speculate as to the film’s bloodlust. The film’s excessive violence often 
leaves the audience in an uncomfortable state. (-+---) 

Moreover, the film creates a potential for pan-Asian exchange. Such a vision may be 
the future trend of Asian cinema as the latest news has revealed that <Old Boy> will 
soon be remade in Hollywood. 


_Dabata Hiromi (<Premiere>, December, 2004) 
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The Gruesome Revenge of a Man Confined for 15 Years 

Has there been a more intense film than this in the past decade? The industry's 
prediction had been right. <Old Boy> was a stylistic knockout. However, by the end 
of the film, after the audience has been sucked into the mood of the film’s 
meticulous plots, after the sensational conclusion, many of us will have forgotten all 
about the film's style. After sitting through the film's tragic gruesomeness, which 
wildly breaks through the walls of our ethical resistance, it becomes clear as to why 
the film's producer had endeavored to keep the ending confidential. Indeed, if you 
are able to avoid all the talk of <Old Boy> and avoid learning of the film's surprise 
ending, you are likely to encounter an unforgettable film that will make you shiver 
long after the credits have ended. (-:----) 

Director PARK Chan-wook, who says that he ‘wanted to shoot an excessive film’, 
intricately encapsulates his style in <Old Boy>. As if to prove how different a story of 
revenge can be although still dealing with the same subject, PARK has created a film 
that completely differs from his earlier film, <Sympathy for Mr. Vengeance>. If <Mr. 
Vengeance> stresses the ‘aesthetics of moderation’ while gently smoothing its 
surface with fine sandpaper, then <O/d Boy> chases after the ‘aesthetics of excess’, 
and smashes through its surface with an axe. 


From the sensational hairstyles of the two male leads, to scenes that adopt diverse 
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camera techniques and expressive use of lights, PARK uses every method he knows 
to shock his audience. The rich colors of the film, which range from green to dark 
cherry, parallel the shadows of a bygone era and the bloody wounds inflicted on the 
characters’ hearts. The music, which cascades over the film, embodies the sound of 
a pounding heart. The movie, which seems to have forgotten the word moderation, 
boldly repeats the same phrases more than once when it thinks they need to be 
emphasized. It brings in numerical references from the bible and features an excerpt 
from a poem by Ella Wilcox that reads, ‘the world is a wider prison’. 

The film is ironic in that it overwhelms the audience with words and images, while 
the hero has suffered 15 years of confinement over words he said without much 
thought. But the film, which is filled with great action scenes and unexpected 
humor, manages to contain its excessive words and desires in one bowl, adding a 
mysterious air to the film. The tensions throughout the film grow larger and larger, as 
if they are about to pop like an over-inflated balloon. 

While it is easy to draw connections to cinema masters like Imamura Shohei or 
Howard Hawks, <O/d Boy> seems to be PARK Chan-wook’s most original film. In 
fact, with this film, he seems to have become more honest to his own sense of 
style. 

_LEE Dong-jin (<Chosun Ilbo>, November 13, 2003) 
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Sympathy for Mr. Vengeance 

A child kidnapping goes horribly wrong, with escalating consequences on both sides, 
in <Sympathy for Mr. Vengeance>, a gripping psychodrama, marbled with blackly 
ironic humor, that establishes director PARK Chan-wook among the top ranks of 
Asian filmers. Stunningly composed in wide screen, with an elliptical, off-kilter feel 
that makes pic play as a kind of Asian Greek tragedy, this looks set for major fest 
kudos in the West prior to specialized distribution in upscale venues. (-+----) 

Aside from its use of wide screen as well as two of the same actors, <Sympathy for 
Mr. Vengeance> bears little resemblance to the more commercial <Joint Security 
Area>, a taut mystery-drama set among North and South Korean guards on the DMZ. 
Film is more similar to PARK’s second feature, <Threesome>(1997), with its theme 
of social outsiders challenging Korea's rigid status quo. But with its controlled, 
stylized look and heavy dose of claustrophobic Korean fatalism, <Sympathy for Mr. 
Vengeance> is a quantum leap over the anarchic antics of <Threesome>. (-+**) 

Some auds may find the bloody third act hard to accept after the highly controlled 
opening and more reflective central section. But aside from being one level removed 
from reality, it's very typical of Korean drama as a whole and-as the pic's final twist 
underlines-is always handled in a kind of bleakly humorous way. In terms of script 
construction, the series of coincidences that lead PARK to Young-mi and Ryu seem 
more of a stretch. (+--+) 

The look of the film is always interesting, with d.p. KIM Byung-il’s setups full of 
incidental detail but never overcrowded; production design in interiors (Ryu and 
Young-mi’s apartments, the organ trafficker’s basement) is equally rich. Pic could take 
some minor trimming in the second half, but otherwise plays OK. 


_Derek Elley (<Variety> March 31, 2002) 
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Sympathy for Mr. Vengeance 

Director PARK Chan-wook says he wanted to create a hard-boiled Asian thriller that 
eschewed the overblown visual excess of recent Korean efforts (like <Shiri>) in 
favour of a darker, more realistic delivery. 

As a result, everything here is saturated in the believable (and the bloody), and 
although cinematographer KIM Byung-il has an eye for composing quite unusual 
shots, PARK refuses to substitute bravura technical ability for emotional 
engagement. 

Suitably, for a movie about a deaf-and-dumb hero, the audio track veers from 
moments of uncanny silence to a screeching jazz saxophone to even more 
disturbing sound effects of torsos being cracked open, heads beaten with baseball 
bats, and, in the most excruciating moment, a torture scene involving electrodes and 
earlobes. 

Brutally nihilistic, this is one of the best Korean films to have hit these shores in a 
very long time. 


_Jamie Russell (bbc.co.uk, 15 May, 2003) 
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Sympathy about Vengeance and Sympathy Due to Vengeance 

Watching <Sympathy for Mr. Vengeance>, one should not be so curious about how 
a person takes revenge on another. If so, then the film will simply be remembered 
as a ‘cruel film’, or a ‘shocking film’. Instead, the audience should pay more attention 
to how Mr. Vengeance, as an allegorical subject, reveals himself in the film. Director 
PARK Chan-wook does not seem so interested in the ethics of revenge. Instead, he 
dives straight into dealing with the dynamics of revenge. If viewers feel afraid after 
watching <Mr. Vengeance>, it is mainly because they experience the indignity of 
revenge, which leads the characters to look like monsters. It is not from the actual 
experience of watching the film's characters turning to monsters. (------) 

The main character, Ryu(SHIN Ha-gyun) is deaf and works at a factory that echoes 
with the sounds of noisy machineries. In fact, there is nothing but the rolling noise of 
machines. Nobody talks. Not only Ryu, but everyone who works in the factory minds 
their own business silently. But as an audience, we are forced to hear the irritating 
sounds of the machines that Ryu could not hear. In the factory scenes, which appear 
at the film’s beginning, PARK amplifies the sounds of the machines as if to force the 
audience to listen. As the camera shows the interior space of the factory from a 
bird's-eye view, it looks down on the scene like a hungry predator looking for 
something to eat or like a man thirsty for revenge. 

In one scene, the camera shows the face of Ryu coming out of the factory after 
work. Then suddenly, Ryu is attacked. In the following scene, Ryu continues to walk 
down the street as if nothing had happened. From this point on, ‘Vengeance’ has 
earned a body. So he acts, switching around the bodies he wears. To do so, he 
needs to create a chain. And each link of the chain is a character who stole 
something after losing something. In a way, each link is divided into two separate 
conditions. Ryu has lost his sister and kidnapped Dong-jin’s(SONG Gang-ho) 
daughter. Dong-jin lost his daughter and killed Ryu’s girlfriend, Young-mi. But their 
conditions, each placed on an opposite end of the chain, are missing a link. Young-mi 
has lost her life. The illegal organ donors have led Ryu’s sister to death. 

The act of revenge began by breaking the link of the illegal organ donors, passing on 
to Ryu then to Dong-jin. But Young-mi's link is an apparition. This woman, who has 


already lost her body, could not be considered for revenge. So instead, the revenge 
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immerses into the body of four men in the ‘Revolutionary Anarchist Coalition’. But 
clearly in the film, we've heard from the mouth of a policeman that the group was 
run by one person, who was Young-mi. This leads to a theory that the four male 
members of the Anarchist Coalition had been puppets who were hired to complete 
the chain of revenge. In fact, the face of men doesn’t show a tinge of anger. Like 
machines or Zombies, they move simply as they had been asked to. (-----:) PARK has 
turned his film <Mr. Vengeance> into a puppet drama from the point of view of 
revenge. (:-+:-) 

<Mr. Vengeance>, which was shot with a style similar to that of Abel Ferrara, 
deconstructs Godard’s notion of materialism. The film possesses equal potential to 
be misunderstood or to gain sympathy. In either case, the film'’s attitude seems to 
be that it does not care one way or the other. All of this leaves only one more thing 
to add. <Sympathy for Mr. Vengeance> is one of this year’s masterpieces that 
everyone must see. 


_YU Woon-seong (<Cine21>, April 11, 2002) 
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‘Joint Security’ itself departs from routine as the real story behind the skirmish 
emerges in a series of long, cleanly filmed flashbacks. Inside this thriller about 
é) 


That their camaraderie comes to a bad end is ordained, both by the film’s structure 


geopolitical hostility is a story of friendship. (- 





and by its intractable real-world context, and in narrative terms, Major JEAN’s 
discovery of the truth may feel anticlimactically simple. But that could also be the 
point of this warm, sorrowful film, which plays like a downbeat variation on an old 
World War II picture from Hollywood. The logic of political conflict works itself out in 
stark, brutal ways that ordinary people, however brave or decent they might be, are 
often powerless to oppose. 


_A. O. Scott (<The New York Times>, June 15, 2005) 
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Dear Enemy: Exchanging Photos and Gunfire 

<Joint Security Area> is neither as convoluted nor as violent as <Old Boy>, though 
plenty of blood is shed. Set in a particularly tense area of the demilitarized zone 
between the Koreas, it is a fairly straightforward whodunit with a pointedly political 


theme and an unapologetically humanist message. (------) 
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Joint Security Area 

Somewhere in between <A Few Good Men> and <A Midnight Clear>, you'll find 
<Joint Security Area>. The film, from <Old Boy> director PARK Chan-wook (whose 
earlier works are finally getting American releases thanks to the success of his 
newest title), begins as a murder mystery, trails off into a biting drama about a nation 
divided, then collides the two for the final act. That's a busy film, to be sure, and not 
once does it go off its mark. Like <O/d Boy>, this is the work of an assured 
filmmaker of the highest order. (-----) 

You see, <Joint Security Area> becomes a sad, thoughtful study on the nature of 
enemies. It all begins when one character, who's accidentally gone too far over the 
border, winds up stuck in a minefield. The enemy arrives, but humanity shines 
through, and instead of taking him in or letting him die, they help him get free. A 
friendship then forms, a bond stronger than anyone could expect, and PARK’s point 
becomes clear: why should an imaginary line drawn by governments define who we 
allow to be friends? Connections are made, the tiniest of cultural differences are 
cleverly debated (while enjoying the local music, one South Korean asks his North 
Korean friend why the North doesn’t have more female singers), and it begins to 
pain the audience that such companionship must be kept a secret. 

While the film’s best scenes are due to the power the cast brings - there’s not a foul 
performance in the bunch, and everyone involved draws us deeper into the drama - 
it’s PARK’s eye for direction that truly sticks out. (-+++) 

The movie is loaded with scenes like this, small, quiet portraits of division; one 
moment involving a border cigarette exchange is a pure marvel. Much has been said 
in the so-called ‘new wave’ of Korean cinema about the two nations and the troubles 
that connect them and separate them, but <Joint Security Area> says it better than 
all the rest. And while the film is a specific tirade about two governments, the 
themes revealed within are universal enough to engage any viewer, no matter what 
language he or she speaks. This is first-rate commentary, powered by first-rate 
drama. It's another triumph from one of the world’s best new filmmakers, and it is 
not to be missed. 


_David Cornelius (efilmcritic.com, July 17, 2005) 
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The Shooting of Two Rabbits from Panmunjeom: Meaning and Entertainment 
in Joint Security Area 

The film opens with a scene at the Joint Security Area, a flashpoint of tensions 
between North and South Korean soldiers at the Demilitarized Zone(DMZ). A flock of 
foreign tourists arrives, curiously looking around the site. At that moment, one of the 
tourists’ hats is blown away by the wind and lands on the North Korean side of the 
border. North Korean Sergeant OH Kyung-pil bitterly picks up the hat and hands it 
over to the United Nations officer in charge of leading the tour. ‘If | were a Korean 
citizen, | could have been executed for violating the National Security Law’, explains 
the UN officer, referring to the hat he has just been offered. 

The sequence, which passes briefly in the film’s opening, may not have been 
necessary in the film's dense construction of suspense, or in creating a ‘human 
mystery blockbuster’ as the producer had called it. But the episode poignantly 
illustrates the absurd reality of the separated nations from the perspective of a third 
person. In addition, the sequence was recycled at the end of the film through an 
outstanding piece of camera work and mise-en-scene that is worthy of becoming a 
model scene in the history of Korean cinema. 

Like that scene, which accurately portrays the division between the two countries, 
while also being aesthetically pleasing, the film <Joint Security Area> kills two birds 
with one stone. Director PARK Chan-wook has taken on a subject that had been 
considered either outdated or unfashionable in the current trend of Korean cinema. 
In doing so, he examines the twisted system of Korean ideology and history and the 
people in it who are slowly loosing their sanity. At the same time, the film simply 
entertains by creating cinematic tension and suspense. (-----) 

Perhaps the local Ministry of Defense's lack of support for the film had not been 
such a big of deal after all. Instead, the real concern about the film had been the 
exchange of friendship between North and South Korean soldiers, which could 
actually have happened in real life. The film loosens its unending tensions with 
unexaggerated humor, paralleling the closed nature of a military society with the rigid 


reality of Korea’s ideological system. 


1661 


1671 


As compelling as all this is, the performance of the actors is equally compelling. 
SONG Gang-ho creates a new image, switching back and forth between well- 
moderated humor and serious moments. LEE Byung-hun depicts the shape of a man 
who slowly breaks away his aversion to communist North Korea. SHIN Ha-gyun 
generated good laughs between strings of tension, heightening the emotional effect 
of a reversed ending. Most of all, the film was beautifully put together through a 
complex mix of human emotions, including guilt, kindness, and cowardice. In the 
end, the film embraced the diverse spectrum between individual humanism and an 
extremely inhumane system. 


_LEE Sung-wook (<Hangyeoreh>, August 25, 2000) 
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Threesome 

The film <Threesome>, a story of two men and a woman who travel the country 
robbing houses, strongly resembles a typical road movie but has a touch of social 
parody. As such, the film walks a fine line between the two genres. In the style of 
his cinematic taste, director PARK Chan-wook has put out an ambiguous film that he 
took great pains to tie together. ‘| didn’t want things that were too obvious. So | set 
up devices in every scene that deliberately twist away from conventional plots’, 
PARK said. (---+--) 

In <Threesome>, the notion of family pulls the characters together. AHN(LEE 
Gyeong-young) fails to keep his marriage together after his wife's affair with another 
man. MUN(Kim Min-jong) is an orphan. Maria(JEONG Seon-kyeong) is raped by her 
father and gives birth to a child. For a while, Maria lives as a nun, but later, with the 
help of AHN and MUN, she looks for her child. The trio travel the country committing 
robberies in an effort to create an alternative family for themselves as each of them 
have failed to maintain their original respective families. However, all three 
characters fail to succeed. MUN and Maria are involved in a dramatic hostage taking 
incident after MUN is abandoned by AHN, a man he trusted like his brother. AHN 
murders his wife, and attempts to commit suicide but thinks twice about it because 
of his young daughter. Maria fails to find her missing child and, while falling in love 
with MUN during their jouney together, fails to live happily ever after with him. After 
the hostage taking, MUN escapes by helicopter on his own, leaving Maria behind. 
This scene is the film's heartless reminder that one can only take responsibility for 
one’s own life. 

As the film twists around the notions of a family and insists on showing the audience 
the truth of destructive human relationships, the film, at times, is almost too much to 
take. Though <Threesome> does not claim to be an art-house film, audiences could 
easily find themselves lost in the film, as it relies heavily on metaphors and 
symbolism that have been drawn straight out of PARK’s own personal style. On one 
hand, the film looks like a typical buddy movie where a group of characters share 
their heartfelt moments. But that might not be the case either, because each of the 
three characters confront their final moments individually. There are frequent bouts 
of humor that disconnect the dramatic flow but these are far too serious to consider 
the film a comedy. In the end, <Threesome> leaves the audience to walk that same 
fine line between comedy and tragedy that the film itself walks. 


_KIM Young-jin (<Cine21>, May 27, 1997) 
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Harsh Reality and Comic Criminal Action in the Lives of a Trio Who Have Lost 
Their Dream 

One of the expressions of extreme anger in a closed society is indiscriminate acts of 
terror. <Threesome> depicts the destructive criminal actions of two men and a 
woman who believe their dreams have been taken away by society. (-----) Although 
it has been marketed as such, it is hard to see <Threesome> as a comic action film. 
While it does offer a few good laughs, the film is armed with too many bitter 
comments about Korean society. For example, the scene in which a woman feeds a 
sleeping pill to her sick child in order to spend time with her lover, the sexual 
corruption in the film, and of course, all the robberies. 

The violence of the characters merges with cynical humor such as the scene in 
which AHN(LEE Gyeong-young)’s suicide attempt is foiled because his beeper rings 
at the exact moment when he is about to kill himself. In the style of director PARK 
Chan-wook, <Threesome> makes conscious efforts to avoid the habitual 
conventions and patterns of other commercial films. At the end of the film, the three 
characters each go their separate ways. It abandons a traditional family-oriented 
value to pose a more progressive view of family, as if to suggest that, ‘sometimes 
it’s better to go your separate ways’. 

Despite this attempt at originally, it is hard to see the film as anything more than just 
a sarcastic gangster film. It is obvious that the film struggles to position itself 
between serious social commentary and a light comic action. One original element is 
the film’s soundtrack; full of remakes of popular songs, it effectively expresses the 
film's themes of sadness and anger. 


_KIM Myeong-hwan (<Chosun Ilbo>, May 23, 1997) 
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